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What 1 tried to do in this thesis was to describe the power relation working in representing 
and performing "others" on the Restoration stage by focusing on how gender relations, racial attitude, 
code of behavior and political faith are demonstrated. In order to complement the identity politics 
studies of the Restoration drama led by such works as Susan Owen' s Restoratz"on Theatre αnd Crz"sz"s 
and Heidi Hutner' s Colonz"al Women , which generally ignored the meanings of the text performed on 
the stage, this thesis also focused on the text as acting script. A drama is not only to be read in a 
closet but also, of course, to be acted on the stage. As a result, we can get a better grasp of the plays 
when we recognize the significations performed on the stage. This thesis has examined not only how 
workings of discourses are shown through the representation of "others" but also what kind of 
ideologies are at work when "others" are performed on the stage. 
In order to achieve this task, 1 utilized the achievements of two schools. One is the concept of 
performativity, promoted in the field of gender studies by ]udith Butler. According to Butler, gender 
identity is not constructed in one person after he or she accepts or is inspired with a set of culturally 
determined gender roles: rather, it is performatively constituted through each person' s acting out 
what has been considered to be a gender role. This way of thinking can be a positive supplement to 
the criticisms of identity politics that have tended to put stress on ideologies or discourses that 
confirm a subject. The idea of performatively constituted identity is highly suggestive for this thesis 
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because a theatrical performance always requires the stylization of the body, which Butler regards as 
the key to constitute gender identity, of an actor. The other school I employed was theatre history 
studies which have stressed the significance of reading a text that has performance as part of its own 
meaning. The achievements of theatre history studies, such as The London Stage or A Biographical 
Dictionary of Actors, have accumulated the data concerning the theatrical performance, but the 
identity politics studies that mainly focus on the workings of the discourses in the identity formation, 
such as Owen's Restoration Theatre and Crisis and Hutner's Colonial Women, have not paid proper 
attention to the meanings of the texts performed on the stage. In this thesis, referring to the 
achievements of theatre history studies, I have aimed at getting a better grasp of the identity 
formation, including performatively constituted identity, on the Restoration stage. 
In chapter 1, I examined the party politics and sexual politics in one of the first greatest hits 
on the Restoration stage, The Tempest, or The Enchanted Island, first staged in 1667. This play 
reveals two of the most frequently used-and often interrelated-features of the characters of the 
Restoration plays that distinguish an "irregular" person from others: sexuality and political belief. I 
argued that the development of the double plots in The Enchanted Island shows that the text 
explores ways to civilize the barbarous in both its political and sexual aspects. At the same time, 
however, the text reveals that the idea of civility is dually constructed. 
What is attempted in the subplot of The Enchanted Island is, first of all, to rewrite the history 
of the recent past from the royalist viewpoint. Davenant and Dryden, both well known as royalist 
supporters after the Restoration, deliberately rewrote the chaotic recent incident, the Civil War, in a 
travestied form. In The Enchanted Island, the rule of the lower classes is depicted as political 
barbarism that needs to be corrected. Caliban, one of the most controversial characters in 
Shakespeare's The Tempest following the intervention of postcolonial criticism, plays a less significant 
part in The Enchanted Island than he does in the original play. Caliban is entangled with one of the 
sailors, Trincalo, and is involved with the mock Civil War plot. The sailors, who illegitimately try to 
rule the island, are always drunken and incapable of carrying out a reasonable discussion about how 
to govern the land. Two famous comedians of the time, Cave Underhill and Edward Angel took the 
roles of Trincalo and Stephano respectively, which contributed to represent a political disturbance 
that makes us think of the Civil War as just slapstick. The sailors eventually renounce their ambition, 
and political order is regained on the stage. 
In The Enchanted Island, the innocent "sisters" in the main plot, Miranda and Dorinda, who 
had never seen a man, and Hippolito (a male character who was performed by an actress) who had 
never seen a woman, are to be civilized. The civilizing process in the main plot-to tame the wild 
sexuality of the innocent characters-is not necessarily successful because Prospero cannot give an 
unequivocal education to his daughters, though socializing them is his single task in the play. 
Prospero's role in this process is to arrange his daughters' marriages. Therefore, to instruct them in 
the idea of heterosexual monogamy is the first and indispensable step. However, strangely enough, he 
teaches, especially to his daughters, the skill of attracting the opposite sex and, by implication, the 
notion that love is just a game. In addition, Prospero's discipline of Hippolito-to instill in him the 
norms of marriage-doesn't work successfully. Hippolito dies because of his libertine attitude, 
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although later Ariel revives him. Prospero, unaided, does not have the power to lead the innocent to a 
civilized condition. 
When compared with a burlesque verSIOn of this drama, The Mock- Tempest: Or The 
Enchanted Castle by Thomas Duffet, the text reveals that the code of civility on which the education 
for the sisters is based is dually constructed. Miranda in The Mock- Tempest thinks that to have a 
husband "in a Civil way" and to lie with other men "in a Civil way" are not incompatible. I argued 
that as in this burlesque drama-a mirror held toward the original, as it were-the concept of civility 
is dually determined, and the code of civility is dually constructed in The Enchanted Island. Finally, I 
demonstrated that the anxiety caused by the untamed sexuality of the innocent is attributed to the 
actual body of the actresses playing these roles. The play tries to purge itself of barbarous natural 
desire, depicting it as intrinsic only to women on the level of theatricality-the text shows such a 
misogynistic logic at the end. 
In chapter 2, I examined Aphra Behn's three comedies published between 1677 to 1681-The 
Rover, The Second Part of the Rover, and The Roundheads-and argued that Behn somehow tried to 
reconcile two of her main themes that sometimes conflict with each other: feminism and royalism. In 
order to understand the conflict, we need to grasp the political meaning of libertinism in the context 
of the party politics of the Restoration because the association of libertinism with royalism was so 
strongly constituted among the political and sexual discourses that contemporaries regarded the 
association as even obvious. In The Rover, which was published in 1677, a less chaotic year than the 
period after the revelation of the Popish Plot, Behn could perform her feminism by challenging the 
libertinism of Willmore. The constant couple of Belvile and Florinda, performed by Mr. and Mrs. 
Betterton, could juxtapose the mode of romantic love to libertinism embodied by Willmore. I also 
observed a moment in which a challenge against Willmore's predatory libertinism was performatively 
expressed through Angellica's pistol, which aimed at but finally turned away from him. 
In January 1681, when the exclusion of James from the succession seemed inevitable to all, she 
dedicated The Second Part of the Rover to James, the Duke of York. In addition to this consciously 
expressed support for the royalty in trouble, she employed her most famous rake hero again in order 
to show royalist ideology through her work. First, the contrast between Willmore and Blunt-they 
were on the same side as the royalists and the difference between them was just a level of character, 
a sexually attractive rake hero and a country bumpkin-comes to take on political opposition: both 
sides regard the opponent as those who have a different political faith. Compared with the former 
part, secondly, The Second Part of The Rover lacks the viewpoints that juxtapose Willmore's 
libertinism. Characters like Belvile or Angellica who could challenge libertinism are gone. Willmore, 
disguised as Mountebank, must have reminded the audience of the time of the late Earl of Rochester, 
who sided with the King and James in the Exclusion Crisis. While Behn's royalism is shown more 
visibly through the play's structure that centralizes Willmore's libertinism, this play leaves less room 
for her feminism, as it is difficult to coexist with male libertinism. I observed Behn's feminism through 
the structure of The Second Part which allows only one woman to achieve her aim-it was La Nuche, 
not Willmore or anyone else, who could fulfill her wish for catching a proper man. 
In The Roundheads, premiered in December 1681 when the Exclusion Crisis was coming to a 
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favorable conclusion for the royalists, Behn chose to suppress her feminism, under the necessity of 
beating the political enemy in a difficult situation. Instead, her royalism is fully shown in the play of 
political propaganda thorough the cit-cuckolding plot. The hero, Loveless, acted by William Smith who 
also played Willmore, no longer needs to be predatory: his sexual attractiveness is magnetic enough 
to attract the enemy's wife, Lady Lambert. A woman becomes just a medium to convey the estate 
for a royalist-this situation cannot be accepted for a modern feminist, and also is quite different from 
Behn's feminism. The goal for the royalists in this play is to get back the wealth confiscated by the 
political opponent through cuckolding, because they can show their political and personal superiority 
if it is achieved. Aphra Behn-the professional, royalist, and female playwright faced with a time of 
political turmoil in the late seventeenth century-expressed her two primal matters of concern, 
feminism and royalism, coping with the change of the times. 
In chapter 3, I observed the formation of identities in Behn's The Widow Ranter, first staged 
in 1689. First, I examined the way the text represents and performs the racial "other". The native 
Americans in this play are fairly represented, overlapping the historical situation of Virginia colony of 
the 1670s. At the beginning of the drama, Friendly explains the situation in Virginia to his newly 
arrived friend Hazard. In Friendly's description, we learn that a distinction between "the Worst" and 
other "Indians" is made, and that some of the natives now use the "Weapons" that English people 
have brought to Virginia. This situation is also reported in Thomas Glover's article in Philosophical 
Transactions (1676) and anonymous pamphlet Strange News from Virginia (1677). 
However, in performing the racial "other", this drama turns to the stereotypical image of "the 
Virginian": in spite of the report that the native Americans are accustomed to using guns, they use 
bows and arrows in actual battles. That the native Americans were very good at archery was well 
known to the English through several media, such as Glover's report and Richard Blome's pamphlet 
The Present State of His Majesties Isles and Territories in America (1687). As Blome writes "[s]ome of 
the Priests were so far convinced, that they declared our God exceeded theirs, as much as our Guns 
did their Bows and Arrows", the "inferiority" of the American natives was associated with their use 
of bows and arrows in the colonial discourse. In addition, their belief in magic is performed in the 
form of a spectacular ceremony that works to confirm the dichotomization of the "superior", rational 
European colonizers and the "inferior", irrational natives. The performances of the natives work to 
confirm the stereotypical image of racial "other" that circulated in the colonial discourse. 
I also examined this racial stereotype working in representing the two heroines of the drama: 
Ranter and Semernia. The former achieves what she wants through her marriage, while the latter is 
bound to the fixed identity of "Indian Queen'~ the female character who represents the land of the 
colony. Although Semernia shares several theatrical characteristics and is contrasted with Ranter-
she becomes a widow in the middle of the play, and appears at the battlefield with male clothes on-
her position is totally different from Ranter's. Semernia is forced to go through the battlefield for her 
survival, while Ranter is motivated by her desire to get married with Dareing. The former loses her 
life in the battlefield, while the latter wins the heart of Dareing there. Semernia is kept within the 
"romance of conquest" in which she represents the land of the colony, and falls in love with the 
European colonizer so that the love plot overlaps with colonial enterprise. The white English woman 
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Ranter wins social promotion, which is in parallel with the decline of the native queen, Semernia. 
In terms of the code of behavior, the code of "courtesy':""-the concept along which the 
traditional feudal lords defined their deeds to be valuable-and the code of "civility':""-the rising idea 
that regulated the manners of the aristocratic class of the seventeenth century-are both applied to 
groups of people who are not considered to be the proper subjects of these concepts. For example, 
the code of courtesy is applied to Bacon and Cavarnio: the former is not a man of lineage, the latter is 
from the declined royal family of Virginia. The concept of civility is comically shared among the 
Virginia council, especially among the upstarts of the ex-criminals. Through the examination of the 
representations of "otherness", I could find that the play is designed to direct our attention to the 
absent authority around whom the correct order should be constructed. What is nostalgically 
overwritten on this absent authority is the reign of Charles and James Stuart, which had become a 
thing of the past when The Widow Ranter was staged in 1689. 
In chapter 4, I put our focus on Thomas Southerne's Oroonoko, first performed in 1695, and 
the fact that it survived as an important repertoire throughout the eighteenth century theatre. I 
particularly examined the performance of this play, because the text of Southerne's Oroonoko pays 
more attention to how to perform than what to represent. By asking a key question-why was 
Imoinda made into a white?-I analyzed the theatre company's strategy in producing Oroonoko in 
order to describe the ideological power relation working in performing "others". 
First, I analyzed the acting theory of the Restoration in order to grasp the signification 
expressed through players' performances. The key concept of the theory developed in Charles 
Gildon's The Life of Mr. Thomas Betterton is that the actors should be able to express emotions 
through proper acting that represent them. The reason why actors need to properly express 
emotions is that it is the best way of moving audiences, according to Gildon. I pointed out that this 
idea, to move spectators through the expression of several emotions, is also shared with Southerne's 
Oroonoko. Though the problem of slavery inherited from Behn's original is represented, the text does 
not pay enough attention to the plight of the African people caused by the slavery in the colony. 
Rather, Southerne's Oroonoko employs slavery in order to provide an arena in which Aboan can 
express his resentful feeling and embody the idea of honor, and Oroonoko can show his dilemma of 
being torn between the honor of looking for liberty and love for Imoinda. The text of Oroonoko aims 
to display emotions such as pity, love, or heroic resentment through the histrionics of the actors to be 
an inspirational piece of work according to a version of the Restoration acting theory. 
Second, I examined the structure of the drama, the so-called split-plot tragicomedy. From the 
standpoint of the audience, we can suggest that the whole structure of the play the audience goes 
through is a wide spectrum-from a relaxed, familiar comic mode to an urgent, grand, tragic 
experience. The split-plot has a vacillating structure that gives the audience a variety of experiences 
between two maxima, from the comic that eases their tensions to the tragic that strains their nerves. 
The theatre of the long eighteenth century was not only a place where an audience went to consume 
the plot and characters of a play: rather, a spectator went there to establish and maintain a social bond 
with the players, and also with other theatergoers. Southerne's Oroonoko has appropriate content to 
serve this aim: it has a casual and familiar comic subplot which creates a relaxing atmosphere and can 
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provide an occasion for the audience to josh at the comic actors, and also has a tight and urgent tragic 
main plot which consists of a series of points on which the inspection and applause of the audience are 
concentrated. Looking at it from an economical standpoint, the split-plot style is inherited from 
Southerne's previous well-received play performed in 1694, The Fatal Marriage. To meet the audience' 
s demand is usually the best way to be profitable for the theatre company and the playwright. The 
theatre company's strategy for producing a play was itself an interactive project; both the theatre 
company's expectation for high profit and the audience's taste were involved. 
Finally, I examined the collective passion generated in the theatre thorough the production of 
Oroonoko. What an audience of that time particularly expected from the theatre is difficult to pin 
down, but the audience's desire for visual pleasure is surely a part of it, judging from the remarks in 
John Hill's The Actors or Pierre Remond de Sainte Albine's The Actor. What the audience wanted to 
see meant treating the actresses as visual objects, whose standard of beauty was whiteness. It was in 
this theatre of interaction, where satisfying the spectator's visual pleasure was a significant reason 
for accommodating the demand of the consumer, that Imoinda was made into a white character. 
However, what the audience expected from a theatre production was not only to see what they 
wanted to see but also to provide a place to show themselves to others attending. Southerne's 
Oroonoko offers the audience an appropriate occasion in which they can show their sensibilities by 
weeping for the plight of the hero and the heroine. 
What needs to be observed is the core of the sensibility shown by the audiences' tears, which 
were triggered by the sad ending of blacked up Oroonoko and white Imoinda. The audience could 
weep themselves out, discharging their emotions over the sad story served by the theatre company 
and performed thorough players' histrionics. We need to remember once again the fact that Imoinda 
was made into a white in this performance. The story from which the audience could get pleasure 
was not composed of a royal black couple sold into slavery but of a pair of a black hero and a white 
heroine. The collective opinion conveyed by the play and also required by the audience was that the 
black couple in distress needed to be translated into a different form so that the people attending 
could share a moving experience and the audience could weep themselves out in order to show their 
"sensibilities". The black couple, both of whom die in the British colony, needed to be translated into a 
miscegenetic couple in order to create a community for sharing a "moving" experience. Moving for 
whom? Of course, for the small community that mainly-or almost exclusively-consisted of white 
English people. The black couple of the Behn's original could not be the objects of pity in this play 
and thus blackness became the object of manipulation. 
I observed that the figures of "others" were constructed through several ideological power 
relations in representing and performing them. Each text has particular discursive formations that 
work to demarcate someone as "other'~especially someone who has a different manner, political 
faith, gender, or racial attributes from the people who form the "keynote" of each text. At the same 
time, I suggested that the central figure, or the "self". around whom the order of the play is 
constructed is far from steadfast. While the "others" are ideologically demarcated on the Restoration 
stage, the figure of "self" is also historically and ideologically constructed through the workings of the 







第 l 章は、ドライデン(John Dryden) とダヴェナント (William D' A venant) がシェイクスピアの
作品を改作した『あらしj (The Temμ以 or The Enchanted Island) を扱い、統治権の正統性の問題
を扱った副筋の政治的テーマと、性的に無垢な男女が正常な婚姻関係を確立するという主筋の性的な
テーマがいかに密接に関連しているのかということを論じている。
第 2 章は、女性作家アフラ・ベーン (Aphra Behn) の『流れ者j (The Rover) 、『流れ者、第 2 部』









第 4 章は、サザン (Thomas Southerne) がベーンの小説を演劇に改作した『オルノーコj (Oroonoko) 
を論じている。本作品では、ベーンの原作では黒人であった女性主人公が白人に変更されている。本章
は、そうした変更の底流に存在した当時の劇団や俳優に関わる歴史的問題を指摘し、さらには「イデオ
ロギー装置」として機能していた当時の劇場の政治的役割をあきらかにしている。
本論文は、イギリス王政復古期の演劇に対して現代批評理論と歴史研究の両方の観点から独自にアプ
ローチし、理論的研究と歴史的研究の接合点としての「パフォーマンスJ という新しい論点を加えるこ
とによって、王政復古期の演劇作品の斬新な解釈に成功している。現代批評理論に対する鋭利な問題意
識と歴史的なリサーチを組み合わせた独自の方法論によって、王政復古演劇の本質を扶り出した本論文
は、野心的であると同時にきわめて説得的であり、その卓越した成果が斯界の発展に寄与するところ大
なるものがある。
よって、本論文の提出者は、博士(文学)の学位を授与されるに十分な資格を有するものと認められる。
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